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Pre-choreographic elements: 
Scott deLahunta in 
conversation with Bertha 
Bermúdez
aBStract
‘Pre-Choreographic Elements’ is a research project that evolved from the interdiscipli-
nary project (Capturing) Intention initiated by dance company Emio Greco | PC and 
the Art and Development Research Group of the Amsterdam School of the Arts in 
2005 (see article by Bermúdez in this issue, pp. 61–81). ‘Pre-Choreographic Elements’ 
refers to the ‘pre-phase of choreography, where the content is being created, shaped 
and tested but not yet part of the selection and ordering process choreography implies’. 
In this dialogue, deLahunta talks to Bermúdez about the current state of this research.
IntroductIon
In June 2012, Bertha Bermúdez Pascual and Scott deLahunta met at the arts 
research, creation and production centre O Espaço do Tempo in Montemor-
o-Novo, Portugal, where they were participating in the third Transmedia 
Knowledge Base (TKB) for Performing Arts Lab. The Lab was dedicated to 
KeywordS
choreography
interdisciplinarity
Emio Greco | PC
artist-initiated research
notation
linguistics
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 1. In the interstices 
between linguistics 
and performing 
arts studies, TKB is 
an extensive and 
transdisciplinary 
project aiming at 
the design and 
construction of 
an open-ended 
multimodal knowledge-
base to document, 
annotate and support 
the creation of 
contemporary dance 
pieces. See: Fernandes 
and Jürgens (this issue).
 2. Pieter Scholten 
describes this in 
Capturing Intention: 
‘We used the way Emio 
creates. How he makes 
his body available to 
the creative process 
was translated 
into the workshop’ 
(deLahunta, 20).
final tests of the Creation-Tool and to the programming of the future archive 
platform to be launched in March 2013.1 During a break in their TKB activities, 
Scott sat down with Bertha to talk about the status of the ‘Pre-Choreographics 
Elements’ artist-initiated research project.
(Bertha was a performer with some of Europe’s leading dance companies 
including Emio Greco | PC (EG|PC). In 2005, she stopped performing and 
began her research with EG|PC on documentation, notation and transmis-
sion of dance. Scott worked closely with Bertha from 2005 to 2010 as research 
advisor and partner. Bertha is now coordinating the ‘Pre-Choreographic 
Elements’ project.) 
On the website of the International Choreographic Arts Centre (ICK) 
Amsterdam, the ‘Pre-choreographic Elements’ is described as an interdiscipli-
nary research project initiated by ICK/Emio Greco | PC (Pieter C. Scholten) as 
a continuation of the previous projects ‘Capturing Intention’ (2004–2008) and 
‘Inside Movement Knowledge’ (2008–2010). For the previous projects, the focus 
of the research was the ‘Double Skin/Double Mind (DS/DM)’ workshop which 
Emio Greco | PC (EG|PC) first created in 1995. The specific goal of DS/DM is 
to prepare the dancer’s mind and body for either creation or performance. It is 
based on how Emio Greco prepares himself for the creative process.2 The aim of 
‘Capturing Intention’ was to develop new forms of documenting, notating and 
transmitting dance that might be eventually applied to the repertoire of EG|PC. 
The workshop DS/DM was taken as the most appropriate starting point to 
analyse and render explicit (via different media) the specific principles, qualities 
and fundamental characteristics of their work. The key result of this research 
was the realization of the DS/DM interactive installation (see Figure 1). 
Figure 1: Barbara Meneses in DS/DM interactive installation April 2009. Photo: Thomas Lenden.
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	 3.	 Inside	Movement	
Knowledge,	http://
insidemovement-	
knowledge.net/.	
Accessed	27	December	
2012.
	 4.	 See:	Fernandes	and	
Jürgens	this	issue	
(pp.	115–134).
	 5.	 From	the	moment	they	
locked	themselves	
away	in	a	studio	for	
two	months	in	1995	
with	‘the	ambition	to	
come	out	of	that	space	
with	a	proposal’,	the	
entanglement	of	body	
and	words	has	been	
a	constant	thread	
running	through	the	
artistic	collaboration	of	
Emio	Greco	and	Pieter	
C.	Scholten.
(deLahunta,	5)
	 6.	 David	Kirsh,	Cognitive	
Scientist	at	the	
University	of	California	
San	Diago	researching	
choreographic	
creativity	refers	to	this	
as	‘inchoate	concepts’.
	 7.	 See:	http://projects.
beyondtext.ac.uk/
choreographicobjects/
index.php.	Accessed	
30	December	2012.
	 8.	 See:	Bermúdez	this	
issue	(pp.	61–81).
‘Capturing Intention’ was followed by ‘Inside Movement Knowledge’, 
which aimed to transfer its insights to other fields of practice, e.g. new media 
arts and dance education.3 
Another major outcome of these two previous projects focusing on the DS/
DM workshop was the creation of the DS/DM Glossary, the result of a lengthy 
process that merged ‘dance research and cognitive linguistic techniques to 
create order in the terms used to transmit knowledge at the DS/DM workshop’.4 
EG|PC have always been invested in the idea of a language of the body,5 but it 
was this work on the DS/DM glossary that the focus shifted to the specific ways 
in which verbal language can be better organized to help capture and commu-
nicate concepts that might arise initially from the experience of moving.6
‘Pre-Choreographic Elements’ refers to the pre-phase of choreography, 
where the content is being created, shaped and tested but not yet part of the 
selection and ordering process choreography implies. The research has shifted 
from preparation of the body–mind state for creation to the generation of 
movement material that might later become part of a performance. The focus 
is on those specific (moving) ideas or concepts that keep appearing consistently 
throughout the work. These have become part of the common language of the 
company, but have never been analysed in depth. The research project began in 
2009 and the first list of ‘Pre-Choreographic Elements’ was realized in 2011. As 
of now, in 2012, the list has been refined to an essential nineteen elements.
Conversation
Scott: Tell me what the pre-choreographics came out of?
Bertha: The Double Skin/Double Mind (DS/DM) research project was the first 
time we started defining things and making the glossary idea. For Emio, this 
work became very interesting and important because he’s always been very 
engaged in the concepts he uses and how they are named. For example, he 
talks about one that is called Egypt. And Egypt for him has all the conno-
tations of the civilization, but it’s also about the dimensionality of the body. 
How a 3D environment can become 2D and then how, physically, you then 
move in that 2D environment. So it frames how he conceives space and time 
on the body. And he is interested in how these ideas that come from and need 
movement for their communication can be articulated to someone else, like a 
philosopher. Would this make it more valued as an idea? Might it have further 
meaning if someone else with another lens looks at it?
Scott: This seems a concern of a number of dance makers themselves busy with 
‘publishing’ their ideas in various media formats. To communicate with specialists 
from other disciplines or fields – this was one of the key topics of the Choreographic 
Objects network meetings you and I participated in a few years ago that brought 
together the research projects of Emio Greco | PC, William Forsythe, Wayne 
McGregor and Siobhan Davies.7
Bertha: Yes, that’s right. So with this kind of motivation, we started collect-
ing these concepts, he calls them voices, we thought were fundamental for 
the work. And if DS/DM is something that prepares you, then what is the 
next step? For Emio, it seemed natural then that the next step would be to 
start looking at how he generates material. With DS/DM, we were analysing 
the language used in the preparation for creation, so this time we decided to 
focus on language that generates movement material.8 This began with the 
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realization that movement generation comes from a very specific concept, and 
that may already be a moving concept in the sense that he gets this idea of, 
for example, leaving aura, but he may not have a name for it yet. Or sometimes 
the name comes right away. It depends. Let’s say if he doesn’t have the words 
yet, but has a sense of something, he may start to wonder what are the right 
words to bring him to that sense. Or on the other hand, if he has a concept or 
an image in mind, like leaving aura, that is tempting to him, then the question 
might become how can that be physicalized?
Scott: How did you start the research and what is the process?
Bertha: We started in 2009 and the working process involves mainly a dialogue 
between Emio and me. We sit together and we talk. What I have found 
extremely beautiful is that he needs to move otherwise he cannot explain his 
ideas. There is often a moment in our dialogue when he stands up and shows 
me, for example, what leaving aura is. Especially the first year of the research, 
he was executing bits of phrases that had names, and we could see that many 
of these concepts already existed in the language of the company. They were 
a lot in the phrase material. So if leaving aura is a phrase we can do, then our 
research question became, what exactly is the leaving aura in that phrase? The 
answer might be – it is this element. So then the question became, what is 
essential in this element? What is it relevant for leaving aura? Is it ‘leaving’? 
What is the specific thing that has the attention? So we are all the time trying 
to focus the discussion on what is essential in the concept.
Scott: So Emio needs to move to understand and to explain. What if reading of the 
terms also required a movement, a gesture, for them to be understood? I’m reminded 
of what you have said about the DS/DM Installation being a form of documentation 
that must be experienced.
Bertha: That’s true, but in this process doing the movement to help recall and 
explain has slowly become less necessary. We have come closer to how to depict 
the principles we need to get out. It has become clearer for us what is important 
or what is not. For example, in the first descriptions I recorded, we were almost 
describing the phrase material. Over time, we realized we should focus on what 
is it we consider to be the result of the concept. So, I still write a lot of what 
he says, but then we try to try to find a definition using the method we used 
for the Double Skin/Double Mind glossary with Carla Fernandes (Bermúdez 
and Fernandes). So we are trying to create slots or conceptual categories, which 
forces us to ask what is important and put specific information into each slot.
Scott: Can you give me an example?
Bertha: This is an example (see Table 1). So we have here the term above to 
start with. This is one of the concepts. And the categories along the top Term, 
Family, Type, Definition, Example, Body Parts, Arithmetic Sign, Description.
Scott: How many concepts are there, roughly?
Bertha: We started with a database of 90 from which we have narrowed 
down to between nineteen and twenty (see Table 2). I think this will be the 
final, although we could go down to fifteen. Between this twenty we have 
divided them into two basic types between those that are generative, mean-
ing they generate movement material, and terms that are more like modifiers; 
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they modify something. Modifiers can be more like a transition or they can 
be a reaction to something. In themselves alone they don’t generate move-
ment; they need something else to exist first. So these are the two main differ-
ences in the ‘type’ category. Then we have an attempt at a definition and we 
have a description. There is the category of family, the arithmetic sign, the body 
parts and examples. The examples are mainly for us to know which phrase the 
concept is related to, so we know immediately where it’s coming from in the 
term family type definition example body 
parts
arithmetic 
sign
description
above space generator awareness of 
the level.
aureol, 
juisance
head/ 
arms
+  
abracadabra ilusive generator materialization 
of form by 
subtraction 
and addition 
of gestures 
previously 
presented to 
the viewer.
solo emio 
c.d.n
hands/
fingers
+ - exists in the 
area of arms 
and fingers. 
Implies 
subtraction and 
addition as well 
as the need 
to manipulate 
the perception 
of the viewer 
(the viewer is 
addressed). (…) 
Table 1: Sample columns and rows from spreadsheet with concepts (two out of approximately 20) and 
categories along the top.
List Pre-Choregraphic 2012
In this selection there is a total of 20 elements
Terms
A: above, abracadabra, around shoulder
B: balance, bridging, brushing
C: cubism
E: egypt, erosion/ erase 
F: full hands
I: imitation
L: leaving aura
M: mapping
N: needles
R: rhythm on, rotating arms
S: stafetta
U: undulation
V: vacuum
Table 2: List of terms as of 2012 from Labo21 preparation documents.
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repertoire material. We have also articulated what the result should be as a 
way of directing us toward what we want, but this is the last thing we have 
been working on and probably in the next phase of the process the result will 
become part of the definition.
Scott: So by result, you mean you could show what one should get by way of a visual 
example?
Bertha: Yes.
Scott: So in theory you could in open up a video of the phrase material that corre-
sponds to the pre-choreographic concept? But whether you want to or not that’s 
another question?
Bertha: Yes, that’s another question. Let’s say the purpose of the pre-
choreographics is to have different uses. On the one side, we have this idea 
of creating a cognitive map that can allow people to enter into how these two 
(Emio Greco | PC) artists think about issues of time, space and movement. The 
other idea is to have a database of these terms and to test how people react to 
them, for example, to try using the terms in a workshop. What we do is give 
them the terms with some extra explanation and maybe some associations. Then 
I let people read and to draw, then they go into movement research and then 
they improvise with it. That list of activities seems to function well for now.
Scott: How about its use within the company?
Bertha: Within the company, the dancers have been also involved in the 
discussions of the pre-choreographic material. For them, it has helped to clar-
ify material and to understand in a different way. 
Scott: How often do you have a chance to interact with the dancers?
Bertha: We had about seven meetings in 2009. In 2010, we had maybe three 
meetings with the dancers. In 2011, we had another three meetings, and this 
year none.
Scott: Because they’re busy on tour all the time or because …?
Bertha: Because they are busy on tour, and because we realized that it is actu-
ally not so productive for the process. It is productive for them to get this (pre-
choreographic) material, but not for what we want to achieve with it. What 
happens is that the dancers want to apply it immediately to the repertoire, 
and we are not interested in that. We are interested in how someone could 
just make anything out of this. So we want to abstract it from the phrases of 
the very material we know as a phrase, and depict the principles that some-
one can take and make use of, working with the concepts to generate mate-
rial with one’s own physicality. In some ways, we don’t care what leaving aura 
looks on the company. We aren’t looking at the repertoire. That’s the source 
for us, but we want to leave that behind. We’re looking for people who want to 
work with these ideas, but they don’t want to do the repertoire of Emio Greco 
| PC. This research project is not for that. It’s really to depict information from 
the creative process, and let it have another future. So, for that, we want to 
create an online glossary that can serve as the navigation environment to find 
out about this choice …
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	 9.	 RotoSketch	was	
developed	mainly	
between	2004-2007	as	
an	intuitive	tool	for	
sketching	and	notating	
on	top	of	video,	such	
that	the	marks	made	
are	linked	in	time	
with	the	video.	The	
software	tool	was	
designed	specifically	
to	be	creatively	useful	
in	the	process	of	
dance	making.	The	
last	phase	of	research	
was	conducted	at	
Siobhan	Davies	Studio	
in	London	with	Zach	
Lieberman	(http://
thesystemis.com/.	
Accessed	13	March	
2013)	and	Scott	
deLahunta	in	June	2006.
	 10.	 See:	Bermúdez	this	
issue	(pp.	61–81).
Scott: So this could trigger creative work in any domain, in a sense, right?
Bertha: Yes, exactly, my interest is to develop the on-line environment for anyone 
to access these ideas. There we will have sound, icons and text, including differ-
ent kinds of text related to a term. We will also have a drawing tool, because what 
I find very interesting in the process of reading about movement is to include 
drawing or sketching as a primary way of engaging even before you stand up and 
move. When you are reading, you are in a mode of cognitively understanding 
something, and the gesture of the hand representing that thought can be a very 
intuitive one. For me, drawing is an entrance for non-dancers to get acquainted 
with this concept that is moving, through their own drawing movement.
Scott: This idea of drawing being a primary way to engage with thinking about and 
concepts in movement for dance reminds me of the work we did on RotoSketch with 
Zach Lieberman.9
Bertha: Our other interest is to develop the pre-choreographics for an 
interactive environment, which is installed in a studio and more for profes-
sionals, in which we will continue the work we did for the installation 
Double Skin/Double Mind, searching for parameters for movement track-
ing in relation to these concepts, so that they can be converted to move-
ment qualities.10 
Figure 2: Pre-Choreographic Elements A multimedia glossary and interactive improvisation system by Emio 
Greco | PC. Prototype Presentation including the idea of the drawing tool. 
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Four	sound	
speakers	surround	
the	space	and	one	
tracking	camera	
is	placed	in	front	
of	the	participant	
within	an	angle	
of	45	degrees.	The	
Gesture	Follower	
compares	the	
data	of	the	filmed	
version	of	the	
workshop	with	the	
real	time	data	of	
the	participant’s	
movements	and	
predetermines	
movement	
parameters.	This	
data	comparison	
yields	different	
sonic	and	visual	
feedback,	which	
is	interactively	
presented	to	
the	participant,	
aiming	at	the	
enhancement	
of	the	physical	
experience,	
while	helping	
to	understand	
four	different	
movement	
qualities	comprised	
within	the	
workshop.
Scott: Are you going to go back and use the installation?
Bertha: No, not the installation, but a studio environment with tracking and 
the feedback will only be sound. We will really have a lot of work to do to 
establish the right tracking parameters, because we don’t have anything that 
is predetermined physically. How to recognize when someone is improvis-
ing on one of the particular concepts? Probably we won’t be able to have 
all the concepts being tracked, because there are nineteen. But the idea is 
to keep working with the gesture follower, meaning that if you move, and 
I recognize a certain quality that relates, for example to Above ‘extension of 
senses’ (Result: above). The challenge will be not prescribing what the move-
ment should look like physically through the tracking, which is an interest-
ing discussion. For me, it’s a research and what the result will be we don’t 
know, however I’m already able to predict that maybe from the nineteen we 
can give interesting feedback for five of them, so that you are improvising in 
that concept and with the sound feedback as your companion. And the idea 
would be that if you go to another voice, or you start doing something else, 
then it would switch. 
The final goal is that you get this methodology of thinking about a specific 
movement concept and that can be used to physically generate something of 
your own. You would be able to use this method to describe and draw what 
your concept is and then upload your own sound and improvise with that. 
That would be the ideal – to have started with this core source of concepts 
that have been valuable for Emio Greco and put them out into the world to 
see how people might improvise and create their own things. And my own 
interest, as a researcher, is to continue to work in the field of human–computer 
interactivity to explore how these qualities we are going to be describing can 
be tracked, what sort of feedback can you provide for people to get into the 
mental state they need to be in that quality. For me, that’s my main goal. And 
I'm really interested to frame all of this within the question of what it is to 
embody and transmit knowledge.
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contrIButor detaILS
Scott deLahunta has worked as a writer, researcher and organizer on a range 
of international projects bringing performing arts with a focus on choreog-
raphy into conjunction with other disciplines and practices. He has taught 
for various education institutions in the past including the School for New 
Dance Development in Amsterdam (1994–2006) based at the Amsterdam 
School of the Arts, where he also co-developed the Amsterdam Masters in 
Choreography programme. From 2006 to 2010, he was Research Fellow with 
the Art Theory and Research and Art Practice and Development Research 
Group, Amsterdam School for the Arts, where he worked closely with the 
dance company Emio Greco | PC. Scott is currently Senior Research Fellow 
Coventry University/ R-Research Director, Wayne McGregor|Random Dance 
and Project Leader Motion Bank/ The Forsythe Company: http://www.sdela.
dds.nl/.
Contact: Gerichtstrasse 15, 13347 Berlin, Germany.
E-mail: scott@randomdance.org
Bertha Bermúdez Pascual was a dancer in some of Europe’s leading dance 
companies, Frankfurt Ballet, Compañia Nacional de Danza in Madrid and 
Emio Greco | PC. In 2005, she stopped performing and started working for 
Emio Greco | PC, transmitting their work and doing research around dance 
notation. Having turned towards research work, Bermúdez has coordinated 
the interdisciplinary research projects ‘(Capturing) Intention’ and ‘Inside 
Movement Knowledge’ both focusing on new modes of notating, documenting 
and transmitting dance. Between 2007 and 2011, Bermúdez became an asso-
ciate researcher at the Art Practice and Development research group, headed 
by Marijke Hoogenboom. Since 2009, Bermúdez coordinated the Academy 
pillar of ICK, which encloses all research and exchange projects of the centre. 
At this moment, she is coordinating the research project ‘Pre-choreographic 
Elements’ and the development of the Performance Documentation Model.
Contact: van Beuningenstraat 188 E 1051 ZX Amsterdam, the Netherlands.
E-mail: bertha@ickamsterdam.nl
Scott deLahunta and Bertha Bermúdez Pascual have asserted their right under 
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